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Abstract:  

Point of view is a much discussed and rigorously explored area in fiction studies, 
whether in the stylistics frame work or any other frame works of literary criticism and 
theory.  Point of view basically refers to the way a story is told, the mode of its 
narration.  As the discussion above would have indicated, point of view is not simply 
about modes of narration.  Point of view concerns, produces, results in, perspectives 
on, evaluations of, events and characters. Point of view is about influencing readers to 
form certain opinions, or not to form certain opinions.  Quite often, however, the 
author may not simply let the characters speak for themselves or for other characters.  
The author may intervene and influence the reader in a number of ways. Point of view 
helps the author intervene with the character and also helps distance himself from the 
character. The author uses the point of view and the mode of narration according to 
his convenience. So it helps readers understand the writer’s intended feelings in a 
better way.    
  

The paper entitled ‘The Point of View in the Select Short stories of Khushwant Singh’  
presents the stylistic analysis of the short stories of Khushwant Singh in terms of one of the 

stylistic features Point of view.  Firstly, it explores general discoursal (macro) aspects of 

point of view and goes on to explore how writers control view point at a more detailed 

(micro) level through choosing particular words, constructions, etc.  Before that, however, it 

will be helpful to make a basic distinction between what is described (e.g.  a house or a 

football match) and from what perspective it is described.  Hence a house can be described 

from the outside by someone walking past it, or from inside by someone who lives in it.  The 

descriptions will clearly be different.  The same will be true of a foot ball match described by 

a spectator, a player or the referee.  The equivalent in the novel of this distinction is the 

fictional world and how it is portrayed from what perspective.  
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There is an important distinction to be made between non-fictional and fictional 

writing.  With non-fiction, we can perceive things for ourselves and then compare with the 

descriptions of others.  In fiction, the events and conditions of the fictional world are always 

construed by the reader from the description itself and cannot be independently verified.  

Nonetheless, the basic distinction between what happens and how it is described is useful if 

we are to understand how view point in the novel works.  

The discourse structure of fictional prose 

 Mick Short (1996) says that we know that one layer of discourse (poet-reader) is 

adequate to characterise the prototypical poem (though not all poems, of course).  And we 

also know that we need at least two levels of discourse structure to describe the prototypical 

play (the playwright-audience, reader level and the character-character level).  But to account 

for the prototypical novel or short story we need at least three levels of discourse, because 

there is a narrator-narratee level intervening between the character-character level and the 

author-reader level  (1996: 256).   

                                                       Message 

 

Addresser 1       Addressee 1 

(Novelist)       (Reader) 

                                                        Message 

 

Addresser 2       Addressee 2 

(Narrator)       (Narratee) 

 

            Message 

 

Addresser 3       Addressee 3 

(Character A)       (Character B) 

 

The above diagram (Mick Short 1996) only accounts for the novel or short story ‘in 

general’ in the sense that all three levels, and all six participants are needed to explain how 

‘the Novel’ or ‘Short story’ works as a form.  But any particular novel or short story may 

neutralise some of the distinctions, multiply others, or do both at the same time.  The fact that  

there are six participants in the basic discourse structure for the novel automatically means 
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that there are more viewpoints to be taken into account in the novel than in the other genres. 

But the opportunities in particular novels for multiplying the number of viewpoints to be 

considered and related to one another, are myriad.  It is thus hardly surprising that the novel 

has become the genre where writers have explored viewpoint extensively.  To understand this 

further, we should, first, understand various styles of narration.  There are different styles of 

narrating a story.  The following part of the thesis explores them.  

 

AUTHORS AND NARRATORS 

I–Narrators 

 Short ( 1996) explores the modes of Point of View in the following way. The person 

who tells the story may also be a character in the fictional world of the story, relating the 

story after the event.  In this case the critics call the narrator a first-person or I–narrator 

(because when the narrator refers to himself or herself in the story the first-person pronoun ‘I’ 

is used).  Since the narrator is a character looking back on events, but often representing them 

as if they were happening for the first time, first-person narrators are often said to be ‘limited’ 

(they don’t know all the facts) or ‘unreliable’ (they trick the reader by withholding 

information or telling untruths).  This sort of thing often happens in murder and mystery 

stories.  It is true that, in many novels or short stories, we, the readers, will sympathise with 

the first person narrator.  Here the narration is confined to what the narrator, speaking in the 

first person (I, me, my) knows or has read or heard.  The narrator may be a major character or 

a minor character in the story.  

Third-person narrators 

If the narrator is not a character in the fictional world, he or she is usually called a 

‘third-person’ narrator, because reference to all the characters in the fictional world of the 

story will involve the use of the third-person pronouns, ‘he’, ‘she’, ‘it’ or ‘they’.  This second 

main type of narrator is arguably the dominant narrator type.  Most narrations are third-

person and this type of narration allows the strong ‘default assumption’ which most readers 

appear to hold, namely that, other things being equal, we should assume that the narrator and 

the author are the same person.  

But there is no necessary reason for this to be the case.  Authors do tend to use third-

person narrations to narrate attitudes with which they sympathise, for example, but they don’t 

have to.  And in any case, our view of an author who has written a number of novels or short 

stories over time is almost certainly an amalgam covering a wide period, and, overtime, 
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authors do change their minds about what they believe.  This lack of a straight forward 

identity relation between a third-person narrator and the author is matched on the ‘addressee’ 

side of the diagram, given already, by the fact that we often take on, during the reading of a 

fiction, a set of attitudes and assumptions which may be different, even markedly so, from 

those we normally hold.  This lack of fit between the assumptions of the real author and third-

person narrators, and between the normal assumptions of real readers and what they assume 

during the process of reading has led many critics to interpose another layer of discourse 

structure between the author-reader and narrator-narratee levels as mapped out in the diagram 

already given.  This extra layer involves an ‘implied author’ (that is, the author implied by 

our understanding of the text) and an ‘implied reader’ (that is, the reader we have to ‘become’ 

in order to read and react sensitively to the text).  Certainly we have to take account of the 

processes by which, for example, we take on assumptions and attitudes we would not 

normally hold.  

It is because first-person narrators can also be characters that they can easily be 

unreliable.  Third-person narrators, because they can often be assumed to be the authors, are 

much more usually omniscient.  Hence when a third-person narrator is limited or unreliable 

the effect is very heavily foregrounded.  Narrators usually tell us things, and so most of the 

sentences in novels are statements.  Narrator questions about the fictional world they are 

describing thus indicate knowledge limitation.  We have assumed so far that the narrator-

narratee level of discourse is potentially collapsible into the charter-character level when the 

narration is in the first person, and collapsible into the author-reader level when the narration 

is in the third person.  But, it is also possible under some conditions for all three levels to 

collapse together.  This is also called the omniscient point of view where the author or the 

narrator knows what events   happen and what impact they have on characters and what 

impact characters have on events.  The third person narrative mode also enables the narrator 

to pace the narrative as he or she likes.  Within the third person mode of narration, the 

omniscient author may choose to be (a) an intrusive narrator, freely commenting on 

characters and actions at any point or (b) an unintrusive, impersonal or objective narrator, 

confining himself to narration and description. The limited point of view is also one which is 

narrated in the third person but here the author chooses to confine himself / herself to what is 

known and felt by a single character or a few characters.  Such characters are sometimes 

called the registering consciousness.  This mode was developed into the stream of 
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consciousness technique in which the focus is not on a linear or chronological presentation of 

events but on the way they impinge on a character’s consciousness.  

The Self–Conscious Narrator     

This may be either in the third person or the first person.  But what is important is 

that, unlike in novels which claim or attempt to be realistic, the narrator shows a 

consciousness that it is a novel that he is presenting and may make no attempt at realism.  

Such a novel can in fact become a self-reflexive novel, where the narrator turns upon                

himself / herself and often presents alternative or multiple versions.  

Linguistic indicators of point of view 

Now that we have seen how point of view is related to general discourse, relations in 

the novel, we can go to the other end and see how point of view is controlled by small scale 

linguistic choices on the part of the author.  The following paragraphs mention different kinds 

of linguistic means of indicating and manipulating point of view.  Linguistic indicators of  

point of view include (a) evaluative lexis, (b) expressions of certainty / uncertainty, (c) 

indicators  of characters’ thoughts / perceptions, and (d) (cognitive) deixis.  

Schema-oriented language  

We bring schemas along with the text and situations to understand  them, related to 

their different viewpoints.  Hence shopkeepers and their customers will have shop schemas 

which in many respects will be mirror images of one another, and the success of shopkeepers 

will depend in part on their being able to take into account the schemas and points of view of 

their customers.  One way in which viewpoint can be controlled, then, is through choosing to 

describe only what could be seen from a particular position.  

Value-laden Expressions 

Besides indicating view point by choosing what to describe, novelists can also 

indicate it by how it is described, particularly through expressions which are evaluative in 

nature.  The adjectives help the author describe how a particular thing looks like.  

Given vs. New information 

Linguists make a distinction between what they call given and new information, in 

terms of how information is packaged by speakers.  If we want to refer to something which is 

not already known to our addressee, we will typically use indefinite reference, whereas if 

what we want to refer to is already known to our addressee, we will use definite reference.  In 

other words, we take our addressee’s view point into account.  This explains the difference in 
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meaning between the following sentences, which differs only with regard to whether the 

indefinite (‘a’) or definite (‘the’) article is used: 

E. g. : 1.  I saw a tiger yesterday.  

 2.  I saw the tiger yesterday.  

In the second case, the tiger is something which the speaker assumes the hearer 

already has knowledge of indicators of a particular character’s thoughts or perceptions.  

The character’s point of view can be indicated in descriptions through the use of verbs 

of perception and cognition.  

e. g. : see, hear, imagine, think, believe, etc. . .  

Character’s point of view can also be indicated through the verbs and adverbs related 

to factivity.  

e. g.: I know he was ill.  

 I believe he was ill.  

 He pretended he was ill.  

We can see that the truth status (factivity) of the embedded clause ‘he was ill’ changes 

depending upon the verb of the main clause.  If ‘he was ill’ is embedded under a factive verb 

(here ‘know’) then it is presented as true.  If it is embedded under a counter-factual verb (here 

‘pretend’) it is presented as false, and if it is embedded under a non-factive verb (here 

‘believe’) we cannot tell for certain whether he was really ill or not.  Adverbs like ‘actually’ 

and ‘apparently’ also display factivity and hence viewpoint relations.  

Deixis 

Deixis is the term which linguists use to denote ‘pointing expressions’ like ‘this’ and 

‘that’ or ‘here’ and ‘there’ which are speaker-related.  For instance, two people A and B, are 

standing at opposite sides of a room, each behind a chair, if A refers to the chair nearest him, 

he can use the expression ‘this chair’ and  in front of speaker B he would have to use ‘that 

chair’.  If B refers to the same objects, the use of the deictic expressions would have to be 

reversed.  In general terms, we have one set of expressions to refer to objects near to the 

speaker and another to refer to objects which are more remote.  Deictic expressions cut across 

the grammar of English.  For example, ‘this’ and ‘that’ are demonstrative (deictic) 

determiners or pronouns, ‘here’ and ‘there’ are deictic adverbs and ‘come’ (movement 

towards the speaker) and ‘go’ (movement not towards the speaker) are deictic verbs.  Deixis 

applies to time as well as space, as the contrasts between the adverbs ‘now’ (time close to the 

speaker) and ‘then’ (time remote from the speaker) show.  Tense also has a deictic function, 
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and the concept of deixis explains the difference between ‘yesterday, today and tomorrow’ (a 

close time frame, appropriate to the speaker at the time of utterance) and ‘the day before, that 

day and the day after’ (a time frame remote to the moment of utterance).  Because deixis is 

speaker-related it can easily be used to indicate particular, and changing, viewpoints.  

Planes of point of view in narrative fiction 

In an influential publication on prose composition, the narratologist Boris Uspensky 

proposed a four-way model for the study of point of view in fiction (Uspensky 1973).  This 

model was later revised and refined by Roger Fowler.  So it is probably best to refer to this 

composite frame work of analysis is referred as the ‘Fowler – Uspensky model’.  The four 

components indentified by the Fowler – Uspensky model of point of view are as follows: 

i. Point of view on the ideological plane 

ii. Point of view on the temporal plane 

iii. Point of view on the spatial plane 

iv. Point of view on the psychological plane 

The broad compass of the model has proved significant in shaping much stylistic 

work on point of view because it helps sort out different components in narrative 

organization.  

 Point of view on the ideological plane 

The term ideology has a wide scope of reference.  It refers to the matrix of beliefs we 

use to comprehend the world and to the value systems through and by which we interact in 

society.  It follows then that the concept of point of view on the ideological plane refers to the 

way in which a text mediates a set of particular ideological beliefs through either  character, 

narrator or author.  Indeed, the domain of ideology is so broad that just about any aspect of 

narrative can be brought within its compass, whether it be a facet of narrative voice like 

author, narrator, character or person, or an element of narrative ‘preoccupation’ like emblem, 

theme, motif, and most important of all, characterization.  

Point of view on the temporal plane 

Point of view on the temporal plane, in the terms of the Fowler – Uspensky model, is 

about the way relationships are signalled in narrative.  Temporal point of view envelops a 

whole series of stylistic techniques such as repetition, analepsis (flashback) and prolepsis 

(prevision or flash forward).  It basically covers any kind of manipulation of time sequence in 

narrative, explaining how certain events might be relayed as remote or distant, others as 

immediate or imminent.  
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Temporal point of view is certainly an important narrative category.  It seems to be 

less about focalisation and viewpoint and rather more about narrative structure; it does after 

all encompass the structural segments and sequential progression of the time-line of a 

narrative.  

 

Point of view on the spatial plane 

Spatial point of view is about the narrative ‘camera angle’ and is a device which has 

palpable grammatical exponents in deixis and in locative expressions.  This is often 

communicated through adverbs like this, that, here, there and so on.  

Point of view on the Psychological plane 

Psychological or perceptual view point refers to the way in which narrative events are 

mediated through the consciousness of the ‘teller’ of the story.  It will encompass the means 

by which a fictional world is slanted in a particular way or the means by which narrators 

construct, in linguistic terms, their own view of the story they tell  (Simpson: 1993).  

 In this paper I would like to apply this stylistic method ‘Point of View’ on 

Khushwant Singh select short stories. Born on Feb. 2, 1915 in a well to do family at Hadali in 

the West Punjab (now part of Pakistan) Khushwant Singh had his education in Delhi, Lahore, 

and London.   He was the second son of Sir Sobha and Lady Singh, who were closely 

associated with the building of New Delhi in the 1930’s.  He attended several schools in his 

early life, including the Modern school at Delhi, Saint Stephen’s college at Delhi, and the 

Government College at Lahore.  At King’s college, London, he attained an LL.B.  degree and 

was later called to the bar at the Inner Temple, London.  He became a lawyer and practiced at 

the Punjab High Court in Lahore.  For some time he worked as a professor of Hindu Law and 

Jurisprudence at the Law college in Lahore.  He married Karal (Nee Malik), daughter of Sir 

Teja and Lady Raj Malik on October 30, 1939.  He accepted two teaching assignments in the 

United States, as a visiting professor at Swarthmore College and at Princeton University.  Of 

the formative influences, Khushwant Singh admits the impact on him of the tiny village of his 

birth and the urban Anglo-Indian atmosphere of Delhi.  Another dominant force was the 

critical (creative) influence of the British liberal education.  After the completion of his 

studies, he became a practicing lawyer at the Lahore High Court.  Nearly ten years later he 

joined the Indian Foreign Service and served in a number of countries.  Thus Khushwant 

Singh got well equipped by background, education, exposure and experience to view the 

Indian scene from a wider angle without any sentimental attachment.  The ironic mode that 
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he adopted also enabled him to look at the human scene with detachment.  And, after having 

lived for 99 years, he died on 20th march, 2014.   

 Khushwant Singh is familiar to us as a spicy and provocative journalist and a 

gripping novelist but he is essentially a short story writer.  He is an Indian English writer of 

no mean talent but he happens to be a controversial figure who rails at Indian English 

Literature.   In fact, his writing career started with the publication of his collection of short 

stories The Mark of Vishnu and Other Stories in 1950, Published by the Saturn Press, 

London.  This work elicited good reviews from the British and the Indian Press alike.  

Though he was then a Press Attaché at the Indian High Commission in London, his mind was 

set on having a go at the profession of writing.  His stories began to appear in British, 

Canadian and American magazines.  Encouraged by the success of his stories, he published 

his first novel Mano Majra better known by its alternate title Train to Pakistan.  It was hailed 

by discerning critics as a minor classic and won him the Grove Press award.  

Khushwant Singh’s second collection of short stories The Voice of God and Other 

Stories was brought out in India in 1957.  From then on for nearly a decade, he was actively 

engaged in writing the history of the Sikhs.  But, a born story-teller that he was, the urge to 

write stories did not cease in him and he published his third collection of A Bride for the 

Sahib and Other Stories in 1967.  Khushwant Singh uses the point of view very effectively to 

narrate his stories.  He makes use of the first-person observer point of view in stories like 

“The Mark of Vishnu”, “The Butterfly”, “The Interview”, “The Insurance Agent”, “The 

Fawn”, A Punjab Pastorale” and “When Sikh Meets Sikh”.  The narrator simply observes and 

relates action, which involves the major character.  This point of view helps the author to air 

his personal views and feelings.  For example, he expresses his outright condemnation of 

superstitious belief in “The Mark of Vishnu”, of philandering nature in “The Butterfly”, of 

pedantic pretence in “The Interview”, of self aggrandizement under the garb of altruism in 

“The Insurance Agent”, and of killing animals for the sake of killing time in “The Fawn”.  

The successful use of the first person participant point of view can also  be seen in 

“The Portrait of a Lady”, “The Man with a Clear Conscience”, “Abroad and Not-So-

Innocent”, “My Own My native Land” and “Posthumous”.  One finds the author’s total 

identification or empathy with the major characters.  It seems more intimate than a story told 

in the third person.  And the readers have the illusion of undergoing all the experiences with 

the protagonist and sharing with him the revelations brought by his experience.   This effect 
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can be achieved with other points of view, but it is never so convincing as in first person 

narration by the protagonist.  

In some stories like “The voice of God”, “Karma”, “Kusum”, “The Roit”, “The 

Rape”, “The Memsahib of Mandla” and “A bride for the Sahib” the author has introduced the 

third person point of view with its variations, omniscient point of view, limited omniscient 

point of view and objective omniscient point of view.  The story “The voice of God” can be 

cited as the best example for the use of the third person objective omniscient point of view, 

limited omniscient point of view.  The writer expresses his contempt for the underhand 

dealings of the politicians in unambiguous terms but keeping himself aloof all the time.  The 

narrator presents the electioneering campaign in the way one encounters it in real life.  

D.F. Dietrich (1967) remarks that in the objective omniscient point of view “the 

narrator allows the reader’s evaluations to arise naturally from an indirect, dramatic 

presentation of character”.   “Karma” is another story where this point of view has been 

successfully adopted.  The narrator allows occasional glimpses into the mind of the chief 

character but forces us arrive at our own judgement on the basis of the description, of the 

thoughts, speech and actions of the protagonist.  

A further distinction that needs to be made is that between the internal and external 

narrative events.  Internal narrative is mediated through the subjective view point of a 

particular character’s consciousness, whilst in an external narrative events are described 

‘outside’ the consciousness of any participating character (Simpson 1993:39).  

In the case where readers get information to which they would not ordinarily have 

access, namely the thoughts and feelings of the characters, the narrators are additionally 

described as ‘omniscient’ because they take on absolute knowledge and control of the 

narration of the events.  Such narrators involve readers in a personal relationship with 

characters, manipulate sympathies and cause bias.  The choice of one of these types of 

narration over another will influence the reader’s reaction and judgement over the events 

described.  

The particular angle or perspective from which fictional words are presented, or the  

‘Point of view’ concerns all features of orientation  including ‘the position’ taken up by the 

speaker or author, that of the consciousness depicted by the text, and that implied for the 

reader or addressee.  By focusing on the stylistic choices that signify particular and 

distinctive outlooks of the world, we can gain insight into the nature of the character-
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character and character-narrator relationships, as well as come to an understanding of how the 

author manipulates the readers’ sympathy towards the characters.   

In this paper, groups of indicators are linked together interpretatively, namely in terms 

of ‘Spatio-temporal’ ‘Psychological’ and ‘ideological’ view point.  Spatio-temporal view 

point ‘refers to the impression which a reader gains of events moving rapidly or slowly, in a 

continuous chain or isolated segments (Fowler, 1986: 127).  It is the viewing position – as in 

the visual arts - that the readers feel themselves to occupy; the position from which their 

chain of perceptions seems to move.  Such perspective is often communicated through 

adverbs (such as ‘here’ and ‘there’) demonstrative pronouns in noun phrases (such as ‘this 

week’ and ‘that room’) and so on.  

Psychological or perceptual view point refers to the way in which narrative events are 

mediated the consciousness of the ‘teller’ of the story.  It will encompass the means by which 

a fictional world is slanted in a particular way or the means by which narrators construct, in 

linguistic terms, their own view of the story they tell’ (Simpson 1993:11-12).  

Finally, ideological view point, or world view, refers to the set of values, or belief 

system communicated by the language of the text and shared by people from similar 

backgrounds to the speaker.  In this case, view point has less to do with an individual’s 

spatio-temporal location in some particular sense, but with a generalised mind-set or outlook 

on the world that a person, often as a representative of a group of people, might have (Short, 

1996:277).  

To illustrate this distinction, some extracts from the short stories of  Khushwant Singh 

are stylistically anaylised below. They are taken from three stories i.e. “The portrait of a 

lady”, “The insurance agent” and “Mr.Kanjoos and the great miracle”.  The following 

Stylistic analysis of those  passages   give a very clear picture of the ‘Point of view’.  

We Protested.  But she ignored our protests.  She lay peacefully in bed praying 

and telling her beads.  Even before we could suspect, her lips stopped moving 

and the rosary fell from her lifeless fingers.  A peaceful pallor spread on her 

face and we knew that she was dead.  We lifted her off the bed and, as is 

customary, laid her on the ground and covered her with a red shroud.  After a 

few hours of mourning we left her alone to make arrangements for her funeral.  

In the evening we went to her room with a crude stretcher to take her to be 

cremated.  The sun was setting and had lit her room and verandah with a blaze 

of golden light.  We stopped half-way in the courtyard.  All over the verandah 
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and in her room right up to where she lay dead and stiff wrapped in the red 

shroud, thousands of sparrows sat scattered on the floor.  There was no 

chirping.  We felt sorry for the birds and my mother fetched some bread for 

them.  She broke it into little crumbs, the way my grandmother used to and 

threw it to them.  The sparrows took no notice of the bread.  When we carried 

my grandmother’s corpse off, they flew away quietly.  Next morning the 

sweeper swept the bread crumbs into the dustbin (Singh, 31).  

 

The above passage is from the short story “The portrait of a Lady “which is written in 

the first-person narration.  We see the major character ‘The grandmother’ through the eyes of 

the narrator.  

The narrator’s Spatio-temporal perspective is  achieved through a number of deictic 

expressions related to place and time, such as demonstratives (There was no chirping, She 

broke it into little crumbs, the way my grandmother used to and threw it to them), Adverbials 

and Adverbs (Even before we could suspect, After a few hours of mourning, where she lay 

dead and stiff wrapped in the red shroud, when we carried my grandmother’s corpse off, next 

morning the sweeper swept the bread crumbs into the dust bin) and verbs of motion (We went 

to her room with a crude stretcher to take her to be cremated, the sun was setting and had lit 

her room and verandah with a blaze of golden light).  

The narrator’s psychological perspective is effectively achieved through the verbs of 

perceptions which give us an access into his consciousness.  The verbs like ‘ignored’ in the 

line ‘But she ignored our protests’, ‘suspect’ in ‘even before we could suspect, ‘knew’ in ‘we 

knew that she was dead’, ‘felt’ in ‘we felt sorry for the birds’ make us get an access into the 

narrator’s perception about the events of the story.  We, the readers, can see the action of the 

story and feel sympathetic with the narrator in all emotions.  We see the things as he sees.  

We feel everything as he feels.  So we can strongly say that the narrator could achieve this 

through his effective use of psychological perspective.  

His ideological view point is also achieved through the expression like ‘We lifted her 

off the bed and, as is customary, laid her on the ground and covered her with a red shroud’.  

The sentence above explains the reader a common view point which is  in practice in many 

cultures in India.  The sentence talks of traditions, culture and ritualistic practices of some 

religions in India.  So, here, the narrator’s ideological view point can be understood by the 

readers on cultural grounds.  
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The following passage is from ‘The Insurance agent’.  

The old man agreed with Mr. Swami about God’s munificence and man’s 

duty.  The dialogue between them went on at this philosophic level till we 

reached the cremation ground.  There was again much crying and consoling.  

Now Mr. Swami was being a great help to the ex-president in his sorrow.  So 

the people left the two alone. Mr. Swami produced a piece of folded paper 

from his pocket and read from it to the ex-president.  We thought it had some 

sacred text from the way the two bent over each line.  Apparently the old man 

subscribed to all the sentiments expressed in the sacred text, because we saw 

him scribble on the paper at several places.  The old man’s conversion was 

obviously of satisfaction to Mr. Swami because he began to smile.  He patted 

the old man on the back and left before the funeral was over.  He said he had 

to go to another one (Singh, 88).  

 

Here also we share the first person narrator the author’s perspective.  We see the 

character Mr. Swami, the Insurance Agent, from the author’s perspective.  

The author’s spatio-temporal perspective is achieved through the adverbs of place and 

time in the sentences, ‘There was again much crying and consoling’, ‘Now Mr. Swami was 

being a great help to the Ex-president in his sorrow’ and   ‘He patted the old man on the back 

and left before the funeral was over’.  The same perspective is also communicated through 

the conjunctions like ‘till’, ‘because’ and the demonstratives like ‘it’ in the lines ‘The 

dialogue between them went on at this philosophic level till we reached the cremation 

ground’, ‘Mr.  Swami produced a piece of folded paper from his pocket and read from it to 

the ex-president’, ‘we thought it had some sacred text, because we saw him scribble on the 

paper at several places, because he began to smile.  

Through the author’s psychological perspective we, the readers, get an access in to the 

consciousness of the characters Mr. Swami and the old man.  We also understand what the 

author thinks about them.  It is communicated through the  adjectives, verbs of perception 

and abstract nouns like sorrow, thought, saw, conversion and satisfaction.  

The author’s ideological  perspective is in  the lines ‘God’s munificence and man’s 

duty’ ‘we thought it had some sacred text from the way the two bent over each line’,  

‘apparently the old man subscribed to all the sentiments expressed in the sacred text’ and ‘he 

patted the old man on the back and left before the funeral was over’ .  The author 
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communicates the above lines ironically.  He calls insurance papers a sacred text.  He also 

achieves his irony by talking about their sitting posture while talking to each other.   And, the 

irony touches its peak when we, the readers   come to know that Mr.  Swami left before the 

funeral was over.  Because we were given the picture of Mr.  Swami in such a way that it  

became so difficult for the people to console him than the family members.  But such a 

person, leaving the place before the funeral takes place is very ironical.  

To look at another passage from ‘Mr. Kanjoos and the great miracle’, 

I agreed heartily.  And after the hearty agreement I couldn’t but order two 

double Scotches and a beer when it carne to my turn.  Mrs.  Kanjoos protested 

mildly.  ‘I don’t drink very much you know,’ she said, ‘but if you insist 

insisted.  Mrs. Kanjoos warmed to the theme of generosity.  She lamented the 

passing of the good old days of the Raj when hospitality was not mean and 

calculated.  ‘I remember this club in the 1930s,’ she said.  ‘There were a dozen 

parties every night.  Why, we used to have at least one or two every week 

ourselves, didn’t we, darling?’Mr. Kanjoos nodded his head in agreement, 

‘Now,’ continued Mrs. Kanjoos, ‘no one entertains.  Everyone is willing to 

accept hospitality.  It is all a one-way traffic.  Quite honestly one doesn’t want 

to mix with the kind that come to the club these days.  We hardly know 

anyone here anymore.  We have our drink or two and go home (Singh, 170).  

 

 Here, we see Mr. and Mrs. Kanjoos through narrator’s point of view. The narrator’s 

Spatio-temporal perspective is achieved through the adverbs of place and time like After, 

When, Now, These and Here.   We find them in the following lines, 

And, After hearty agreement I couldn’t buy order two double scotches and a beer 

when it came to my turn, 

Now, continued Mrs.  Kanjoos, ‘no one entertains’, 

Quite honestly one doesn’t want to mix with the kind that come to the club these days, 

We hardly know anyone here anymore.  

We can also understand that the spatio-temporal perspective is achieved through the 

verbs of motion like entertain, drink, lamented, calculated, go and so on.  

The ideological perspective of the narrator is communicated when the irony is 

achieved effectively through the lines ‘I don’t drink much you know, she said, ‘but if you 

insist……’ I insisted.  And, Mrs. Kanjoos warmed to the theme of generosity.  We, the 
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readers, sense the irony through these lines by which the narrator’s view point is made very 

clear.   

The narrator’s psychological perspective is communicated through verbs of 

perception like know, remember and verbs of activity like agreed, protested, insisted and so 

on.  The same is communicated through the abstract nouns like generosity, hospitality and 

through some adjectives like mean, willing, hearty and through some adverbs like heartily 

and   honestly.  

Thus, Khushwant Singh achieves his intended perspective by the effective use of 

point of view in his stories. One can easily get into the mind of the author or the character by 

following the ‘Point of View’ meticulously. The successful use of the first person and the 

third person and their desired results and different planes of narration help the reader feel 

stylistically sensitive to the language. 

                                             Works cited  
Singh, Khushwant.1950. The Mark of Vishnu and other stories.  London: The Saturn press. 

_______. 1957. The voice of God and other stories. Bombay: Jaico publishing House. 

_______. 1967. A Bride for the Sahib. New Delhi: Orient Paperbacks. 

Dietrich, R.F.  1967. The Art of Fiction. Newyork : Holt, Rinehart and Winstan. 

Fowler, Roger. 1986. (ed.). Essays on Style and Language . London: Routlede and keganpaul. 

Simpson, Paul. (eds.) 1993. Language, Discourse and Literature. London: Unwin Hyman 

Ltd. 

Short. Mick. 1996.  Exploring the languages of poems, plays and prose. Edinburgh gate, 

Harlow,  Addison Wesley. Longman. 

*** 

 


